




















Music,	 in	 the	 Graduate	 Programme	 in	 The	 School	 of	 Music,	 University	 of	 KwaZulu-Natal,	
South	Africa.	
I	declare	that	this	thesis	is	my	own	work.	All	references,	citations,	and	borrowed	ideas	have	
























accommodate	 musical	 characteristics	 and	 techniques	 associated	 with	 other	 established	
genres	like	Rock,	Goema,	Gqom,	Latin,	and	Afro-Cuban	music.	












been	 challenging	 and	 yet	 rewarding.	 I	 would	 firstly	 like	 to	 thank	 my	 supervisor	 Mr	 Neil	
Gonsalves	 for	 inspiring	 me	 to	 think	 of	 music	 and	 music	 composition	 in	 many	 ways.	 His	
wealth	of	knowledge	has	positively	influenced	my	journey	in	music,	and	life	in	general.	I	can	
truly	call	him	one	of	my	music	heroes.	Secondly,	I	would	like	to	extend	my	deepest	gratitude	
to	 Dr	 Kathryn	 Olsen	 for	 guiding	 me	 through	 every	 part	 of	 this	 thesis	 as	 well	 as	 the	




and	 guidance	 in	 everything	 that	 I	 do.	 I	 am	 really	 grateful	 for	 the	 good	 values	 they	 have	






























































I	 cannot	 imagine	 life	without	music	 because	 I	 feel	 that	 expressing	myself	 through	
any	other	medium	would	be	detrimental	 to	my	character	and	purpose.	Music	 is	 a	
fundamental	part	of	who	I	am.	Most	of	the	stories	about	my	childhood	have	to	do	
with	music,	specifically	rhythm.	 I	have	heard	stories	from	my	family	of	the	things	 I	


























attending	drum	workshops	with	my	 father	and	even	played	at	a	 few.	This	 is	when	
my	 love	 for	 drumming	 flourished.	 The	 turning	 point	 in	my	 life	 occurred	when	my	
father	put	together	a	band	consisting	of	fathers	and	sons	for	a	Father’s	Day	church	
service.	I	was	only	10	years	old	and	we	had	to	perform	one	item.	Although	I	was	very	
nervous,	 I	was	nevertheless	excited	at	 the	same	 time.	At	 the	 rehearsals,	 I	 realised	
how	demanding	playing	with	a	band	is!	Keeping	time,	remembering	the	parts,	and	
listening	 to	 the	 rest	 of	 the	 musicians	 was	 new	 to	 me	 as	 this	 was	 my	 first	 time	
actually	 playing	 in	 a	 band.	 It	 was	 now	 the	 real	 thing	 and	 not	 pots	 and	 pans.	 I	





Gospel	music	 scene.	 So	 I	 decided	 to	 emulate	 everything	 that	 he	did	while	 playing	
with	 the	 church	 band,	 and	 succeeded.	 People	 enjoyed	 every	 bit	 of	 it	 and	
complimented	 me	 on	 my	 drumming.	 On	 this	 day,	 my	 confidence	 as	 a	 performer	
grew	and	 I	 immediately	 knew	what	 I	wanted	 to	do	 for	 a	 career;	 I	wanted	 to	be	a	
musician.	 I	 started	 watching	 DVD	 recordings	 of	 concerts	 and	 bands	 as	 well	 as	
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listening	to	music	on	our	CD	player.	The	first	artists	and	bands	I	can	remember	being	
exposed	 to	 were,	 Michael	 Jackson,	 Casiopea,	 Led	 Zeppellin,	 Byron	 Cage,	 George	
Michael,	 Tananas,	 Chick	 Corea,	 Dave	 Weckl	 and	 Nathaniel	 Townsley.	 My	 music	
library	 grew	as	 I	 started	 listening	 to	modern	pop	music	 as	well	 as	Gospel	music.	 I	
listened	 to	artists	 such	as	Akon,	T-Pain,	Chris	Brown,	Rihanna,	Shakira,	Timbaland,	
Justin	Timberlake,	Israel	Houghton,	Ron	Kenoly,	Debra	Killings	and	Martha	Munizzi.	I	
learnt	 something	 new	 every	 time	 I	 listened	 to	 music	 and	 there	 were	 different	
elements	 from	each	 song	 that	 inspired	me.	Either	 the	beat,	 the	bass	 line,	 a	 chord	
progression	 or	 melody	 inspired	 me	 so	 much	 that	 I	 wanted	 to	 create	 music	 that	
incorporated	these	elements.	After	moving	to	a	new	church	in	2008,	I	was	called	to	












improvise	 sporadically.	 I	 ultimately	 realised	 that	 listening	 to	 so	many	 Gospel	 and	
funk-fusion	bands	in	this	period	was	becoming	tedious	and	boring.	I	had	realised	and	
felt	 that	 music	 should	 evolve	 into	 something	 different,	 and	 aspire	 to	 sounding	
different	 from	that	which	preceded	 it.	With	this	mindset,	 I	would	experiment	with	
different	beats	on	many	of	the	gospel	songs.	Some	beats	worked,	and	some	did	not.	
It	 was	 a	 learning	 experience	 filled	 with	 a	 much	 excitement	 and	 sometimes	
disappointment	 as	 the	 other	 band	 members	 had	 their	 own	 perceptions	 of	 how	
music	 should	 be	 played.	 Because	 of	 a	 few	 disagreements	with	 some	 of	 the	 band	
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members,	 I	had	decided	to	keep	the	beats	simple	and	learnt	to	try	and	hear	other	
beats	 and	 phrases	while	 playing	 the	 original	 groove.	 As	 time	 progressed	 I	 started	
listening	to	some	of	the	local	bands	play	renditions	of	 jazz	standards	such	as	Chick	
Corea’s	 Spain	 and	 Paul	 Desmond’s	 Take	 5.	 At	 this	 point,	 the	 idea	 of	 swing	 and	
mainstream	jazz	was	foreign	to	me	and	I	had	no	interest	in	pursuing	these	styles	on	
the	drum	kit.	Gospel	and	funk	music	was	what	I	wanted	to	play.		
In	my	matric	 year,	 the	 time	 came	 for	me	 to	make	 a	 decision	 about	my	 choice	 of	










class.	 I	did	 this	every	day	 for	2	years.	As	 I	enjoyed	 listening	more	 to	piano	players	
than	 drummers,	 I	 started	 listening	 to	 a	 great	 deal	 of	 jazz	 at	 this	 time;	 Bill	 Evans,	





had	 an	 encounter	 on	 the	 band	 stand.	 I	 have	 performed	 with	 many	 local	 and	
international	musicians	and	have	always	learnt	in	the	process.	The	music	I	listen	to	is	
constantly	changing.	The	artists	 I	am	currently	 listening	to	are;	Tupac	Shakur,	Nate	
Smith,	 Malcolm	 Braff,	 Calvin	 Rodgers,	 Antonio	 Sanchez,	 Hiromi	 Uehara,	 Charles	




















chose	music	–	 it	 is	rather	a	passion	that	 I	cannot	 ignore	and	my	connection	to	 it	 is	
too	 strong	 for	 me	 not	 to	 make	 it	 a	 career.	 I	 think	 of	 music	 as	 a	 communicative	






an	 individual	 and	 in	 a	 social	 context.	 Identity	 itself	 is	 not	 static;	 it	 is	 constantly	
changing	and	responding	to	the	context	within	which	it	is	embedded.	As	Simon	Frith	
notes,	 identity	 “is	mobile,	 a	 process	 not	 a	 thing,	 a	 becoming	 not	 a	 being	 …	 our	
experience	of	music	-	of	music	making	and	music	listening	-	is	best	understood	as	an	
experience	 of	 this	 self-in-process”	 (1996:109).	 With	 these	 thoughts	 in	 mind	 I	
recognise	that	my	compositional	approach	is	very	personal,	and	strongly	motivated	
by	how	I	experience	myself	and	the	world	around	me.	Frith’s	idea	that	“our	musical	
pleasures	 are	 defined	 by	 our	 social	 circumstances,”	 is	 very	 relevant	 here	 as	 it	my	
social	 circumstances	 that	 are	 responsible	 in	 a	 significant	 way	 for	 my	 aesthetic	
sensibility	and	for	what	sounds	are	available	to	me	(Frith	1998:269).	
On	many	occasions,	I	have	asked	myself	why	I	compose	music	rather	than	perform	







While	music-making	 is	 universal,	 its	meanings	 are	 not.	 For	 example,	 the	 sound	of	
jazz	music	and	what	it	means	to	me	could	be	entirely	different	from	how	somebody	
else	 would	 perceive	 it,	 especially	 if	 there	 are	 different	 musical	 backgrounds	 and	
cultures	involved.	Music	allows	creators	to	express	their	feelings	and	emotions,	and	
invites	listeners	to	not	only	experience	what	creators	are	expressing,	but	to	feel	and	
perceive	 that	 music	 through	 their	 own	 interpretation	 based	 on	 their	 personal	
experiences.	Despite	its	infinite	forms	and	structures,	this	form	of	communication	is	
a	shared	experience	and	provokes	a	sense	of	broad	response	from	listeners	across	
the	world	 and	 throughout	 different	 eras.	 Tia	 DeNora	 says	 “Music	 is	 not	merely	 a	
‘meaningful’	 or	 ‘communicative’	 medium.	 It	 does	 much	 more	 than	 convey	
signification	through	non-verbal	means.	At	the	level	of	daily	 life,	music	has	power”	
(2000:16).	For	me,	the	power	of	music	 lies	 in	the	fact	that	 it	 is	a	way	of	 life,	 it	 is	a	
meaning-making	 strategy	 through	 which	 I	 engage	 with	 the	 world.	 The	 way	 I	
structure	 my	 music,	 the	 choices	 I	 make	 could	 be	 seen	 as	 “devices	 for	 the	
organization	 of	 experience,	 as	 referents	 for	 action,	 feeling	 and	 knowledge	




transferred	 from	 creator	 to	 listener,	 it	 is	 the	 musical	 conversation	 between	 the	
musicians	 and	 the	 improvisational	 necessity	 that	 gives	 jazz	 its	 ability	 to	 create	 a	
different	 sound	 and	 portray	 a	 different	 meaning	 each	 time	 it	 is	 played.	 Imagine	
having	a	conversation	with	someone,	and	every	 time	 the	dialogue	 turns	out	 to	be	
the	 same.	 Would	 it	 not	 be	 boring	 for	 both	 parties,	 not	 to	 mention	 the	 people	
















influence	 of	 performance	 on	 composition	 and	 vice	 versa,	 plays	 a	 vital	 role	 in	
reinforcing	 the	 tradition	 of	 jazz;	 it	 is	 this	 relationship	 between	 performance	 and	
composition	in	the	jazz	idiom	that	really	comes	to	the	fore	whenever	a	composition	
is	 on	 the	 brink	 of	 realisation.	 I	 consider	 this	 to	 be	 a	 prominent	 feature	 in	 my	
compositions	and	arrangements.		
A	further	important	element	I	think	about	is	rhythm.	It	may	be	an	obvious	one	since	






music,	 in	my	view	 rhythm	 is	 the	most	 important.	 Since	 rhythm	 is	 a	 strong	 regular	
repeated	 pattern	 of	 movement	 or	 sound,	 there	 would	 be	 no	 melody	 without	
rhythm,	 and	 harmony	 would	 have	 no	 structure	 due	 to	 the	 absence	 of	 regular	
patterns.	A	melody	is	a	sequence	of	single	notes,	or	rather	a	selection	of	notes	that	
are	 arranged	 in	 a	 combination	 of	 sounds	 and	 silences.	 Melody	 is	 made	 up	 of	
patterns	of	 sounds	and	 silences;	without	 these	patterns,	 the	melody	would	 sound	
like	a	 splatter	of	 random	notes	 rather	 than	an	organised	 statement.	Harmony	can	
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exist	alone,	but	with	rhythm,	 it	can	prove	to	be	more	 ‘musical’	by	having	 intensity	
that	gives	music	its	momentum.		
Everyone	has	their	own	way	of	 listening	to	music;	many	identify	the	elements	that	
attract	 them	 first.	 Some	may	 hear	 the	 bass	 line	 first,	 while	 others	 may	 hear	 the	
saxophone.	When	listening	to	a	piece,	I	can	perceive	the	music	in	two	ways;	I	could	
hear	 the	 rhythm	 first	 before	 the	 harmonic	 movement	 and	 melodic	 lines	 start	 to	
make	sense	in	a	layering	kind	of	motion;	or	depending	on	how	bodacious	the	piece,	I	
could	 hear	 the	 combination	 of	 rhythm,	 harmony	 and	melody	 simultaneously	 and	
thereafter	it	is	easy	to	breakdown	the	elements	and	how	they	are	informed	by	one	
another.	 This	 is	 how	 I	 hear	 and	perceive	music,	 and	 I	 take	on	 the	 same	approach	
when	 dealing	 with	 composition.	 For	 example,	 in	 my	 composition	 Beauty	 in	
Reverence,	 I	 take	 on	 a	 layering	 approach,	 where	 the	 vamp	 was	 first	 created,	
thereafter	 the	harmony	was	 chosen,	 followed	by	 the	melody	which	was	placed	 in	
what	I	consider	to	be	‘sweet	spots’	or	rather	where	the	melodic	phrases	stood	out	
best.	 Another	 one	of	my	 compositions	 titled	Double	Minded	 is	 an	 example	 of	 the	










The	 reason	 for	 this	 discussion	 of	 the	 above	 examples	 is	 to	 provide	 a	 general	
overview	of	my	approach	to	the	twelve	compositions	in	the	accompanying	portfolio.	
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rhythmic	 interest.	 For	 example,	 in	 my	 original	 composition	 Mzansi	 Rising	 (see	
appendix	 figure	 1),	 the	 rhythm	 and	 groove	 can	 be	 perceived	 as	 danceable	 and	
percussive	while	 the	melody	 rests	 upon	 the	 groove	 in	 a	 floating	motion,	 and	 the	
harmony	 is	 static.	My	understanding	of	harmony	and	melody	 is	dependent	on	my	
jazz	training	at	university	from	the	years	2013	to	2019	as	well	as	my	experience	on	
the	band	stand	as	an	accompanist	to	many	diverse	artists	and	especially	pianists.	 I	
found	 that	 while	 performing	 with	 other	 artists,	 some	 rhythmic	 phrases	 that	
resounded	 in	my	sonic	environment	after	 the	performance	started	 to	sound	more	
like	melodic	ideas.	The	choices	I	make	with	regards	to	harmonic	and	melodic	options	
are	dependent	on	what	 the	 rhythm	 implies,	 thus	 the	 rhythm	 is	my	 guide	 and	 the	
foundation	on	which	harmonic	 and	melodic	 content	will	 be	 layered.	 Based	on	my	
jazz	 aesthetic	 and	 understanding	 of	 what	 attracts	 listeners,	 I	 develop	 a	 harmonic	
form	 that	 I	 feel	 is	 different	 from	 that	 of	my	 other	 compositions	 and	 that	 sounds	
good	to	me.	The	same	approach	applies	to	my	choices	for	melodic	phrases	and	the	
melody	 as	 a	 whole.	 My	 arrangements	 of	 jazz	 standards	 and	 popular	 pieces	 also	
engage	a	compositional	method;	each	arrangement	is	an	attempt	to	reimagine	the	
piece,	hence	composition	and	arranging	are	intertwined.	Throughout	the	process,	I	
choose	to	 let	my	 ideas	evolve	 into	what	can	be	considered	the	 final	product	and	 I	
am	willing	to	accept	the	compositions	are	ready	to	take	a	shape	of	their	own.	Each	
stage	of	 the	process	 is	 influenced	by	 factors	 surrounding	 its	development,	 such	as	
the	 influence	 of	 musicians	 who	 were	 involved	 in	 recording	 the	 music	 for	 the	
composition	 portfolio,	 and	 the	 response	 and	 input	 of	 the	 audience	 at	 live	
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performances.	 Feedback	 from	 audience	 members	 after	 our	 live	 performances	
enables	 me	 to	 get	 a	 broader	 understanding	 of	 what	 people	 enjoy.	 The	 above	




















This	 thesis	 is	built	on	a	variety	of	 resources	 that	encompass	different	perspectives	
that	 speak	 firstly,	 to	 very	 personal	 ideals	 and	motivations,	 and	 secondly	 to	more	









that	 gives	 value	 to	 local	 ideals	 and	ways	of	 being.	 The	 second	 task	deals	with	my	































As	 is	 evident	 in	 the	 above	 quote,	 jazz	 developed	 into	 a	 series	 of	 many	 different	
styles	 therefore	 the	 evolution	 of	 jazz	 is	 infinite	 and	 further	 developments	 of	 the	
genre	 over	 time	 are	 inevitable.	 Jazz	 is	 itself	 inherently	 available	 for	 variation	 and	
change;	as	with	identity	discussed	in	the	previous	section,	it	responds	to	the	context	














audiences	 by	 incorporating	 elements	 of	 different	 styles	 of	 music	 into	 my	
compositions,	 in	 the	 hope	 of	 contributing	 to	 the	 jazz	 tradition	 and	 also	
recontextualising	it	to	have	a	broader	reach	locally.	
The	purpose	of	the	following	quote	is	not	to	differentiate	between	jazz	and	classical	
music,	 but	 rather	 to	point	 towards	 a	 deeper	 consideration	of	 the	meaning	of	 jazz	
from	a	jazz	musician’s	perspective:	“While	Classical	music	may	strive	to	conform	the	
musical	tones	to	orchestral	sonorities,	Jazz	music	thrives	on	instrumental	diversities;	





quest	 to	 improve	 their	 individual	 ‘sound’	 as	 well	 as	 find	 new	 ways	 of	 ‘renewing’	
music,	and	creating	a	different	experience	 for	 themselves	and	 for	 their	audiences.	
While	engaged	in	the	process	of	this	project,	most	of	the	compositions	were	brought	
to	 life	 in	 the	realm	of	performance.	 It	was	 interesting	to	watch	the	audience	 from	




Jazz	 trumpeter	Wynton	Marsalis	 states:	 “The	 real	power	of	 Jazz	 is	 that	a	group	of	
people	can	come	together	and	create	improvised	art	and	negotiate	their	agendas	...	
and	 that	 negotiation	 is	 the	 art"	 (Burns,	 2001).	 This	 negotiation	 is	 evident	 in	 my	
compositions	as	 the	musicians	with	whom	 I	have	 chosen	 to	explore	my	 ideas,	 are	
virtuoso	 musicians	 in	 their	 own	 right.	 Their	 artistry	 and	 different	 cultural	






improvisation;	 funk	music,	because	of	 its	 interlocking	grooves	that	create	a	 feeling	
of	 dance;	 and	 Afro-Beat	 music,	 because	 of	 its	 dynamic	 percussive	 rhythms	 that	
create	a	‘ghosting’	feel.	My	understanding	of	‘ghosting’	or	rather	‘ghost	notes’	from	
a	rhythm	perspective,	are	notes	that	are	much	softer	than	others.	These	notes	are	




living	 in	Durban,	the	environment	 in	which	 I	operate	consists	of	diverse	musicians,	
each	with	their	own	cultural	upbringing	and	musical	background.	In	Durban,	I	have	




born	 in	Nigeria,	 Zimbabwe,	Mozambique	and	New	York,	are	now	 living	 in	Durban.	
This	 environment	 offers	 a	 range	 of	 opportunities	 to	 play	 and	 experiment	 with	
different	 genres	 because	 the	 peculiarities	 of	 the	 performance	 context	 are	 a	
consequence	 of	 people	 from	 different	 backgrounds	 playing	 music	 together.	
Therefore,	my	 compositional	 process	 is	 influenced	 immensely	 by	my	performance	
milieu	as	well	as	my	encounters	with	music	in	general.	It	is	in	this	sense	that	I	think	
of	 music-making	 as	 a	 democratic	 process	 that	 accommodates	 conversational	
interaction	 between	 different	 points	 of	 view	 and	 ways	 of	 experiencing	 and	
expressing	ideas	and	relationships.	
In	the	common	practice	of	jazz,	one	would	have	to	adopt	the	language	of	jazz;	how	
to	play	 the	blues;	 bebop;	 how	 to	 swing;	 the	 art	 of	 improvisation;	 and	making	 the	
music	 up	 together.	 These	 essential	 components	 of	 jazz	 exist	within	 a	 routine	 that	
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jazz	musicians	 follow.	 In	 line	with	 this	 common	 practice,	 jazz	musicians	 are	 often	
‘pushing’	 against	 this	 routine	 in	 order	 to	 create	 new	 and	 personalised	 ideas.	 For	
example,	 one	 could	 change	 a	 standard	 12	 bar	 blues	 form	 into	 a	 17	 bar	 form	 and	
alter	 its	 harmony.	 This	 change	 would	 still	 make	 it	 the	 blues,	 but	 personalise	 it.	
Therefore,	I	consider	the	processes	which	I	use	to	compose	the	music	for	this	project	
to	 be	 jazz	 since	 I	 often	 work	 with,	 and	 against,	 its	 common	 practice	 in	 order	 to	
achieve	a	fusion	sound	in	my	music	by	‘raiding’	and	adopting	stylistic	elements	from	










blues,	 improvisation	 and	 swing	 are	 fundamental	 characteristics	 of	 jazz,	 but	 they	
have	 evolved	 in	 sound	 as	 jazz	 has	 been	 adopted	 by	 different	 cultures	 and	




who	 understand	 the	 jazz	 language	well	 enough	 to	 have	 a	 conversation	 as	well	 as	
bring	their	own	artistry	in	a	broad	range	of	musical	styles,	is	the	choice	to	compose	a	
series	of	musical	solutions	that	serve	the	function	of	negotiation.	I	find	that	this	idea	
of	 composing	music	 for	 a	 set	 of	 particular	musicians,	 promotes	musical	 discourse	
and	camaraderie	amongst	these	musicians	and	their	respective	contributions	to	the	
initial	composition,	and	this	plays	a	vital	 role	 in	 the	evolution	and	development	of	


















by	 a	 definite	 set	 of	 socially	 accepted	 rules”	 (Fabbri,	 in	 Moore	 2001:433).	 Moore	
notes	that	Tagg	like	Fabbri,	“situates	style	clearly	as	a	subsidiary	of	genre”	(Moore,	
2001:433).	The	position	taken	by	Leonard	Meyer,	in	his	extended	attempt	to	come	
to	grips	with	 the	notion	of	musical	 style,	 is	encapsulated	 in	his	opening	definition:	
“Style	 is	a	 replication	of	patterning,	whether	 in	human	behavior	or	 in	 the	artifacts	
produced	by	human	behavior	that	results	from	a	series	of	choices	made	within	some	
set	 of	 constraints”	 (Meyer	 in	Moore	 2001:433).	—	 Here	 genre	 is	 positioned	 as	 a	
subsidiary	of	style.	
From	 this	 brief	 engagement	 with	 the	 definitions	 of	 genre	 and	 style	 it	 becomes	
apparent	 that	 these	 terms	 indicate	 identifiable	 musical	 procedures,	 or	
compositional	 strategies	 that	 locate	 the	 musical	 discourse	 within	 a	 system	 of	
meaning	making	which	often	implies	that	there	are	expectations	of	music	that	need	
to	 be	met	 in	 order	 for	 it	 to	 be	 recognised	 and	 accepted	 as	 a	 genre	 or	 style.	My	
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strategy	here	is	to	raid	genres	for	style.	Thus	it	is	not	my	intention	to	move	outside	




Engaging	 in	 ‘genre-raiding’	 is	 not	 a	 new	 concept,	 as	 it	 is	 evident	 in	 the	 works	 of	









1. The	 empirical	 perspective:	 this	 identifies	 the	 project	 as	 being	 rooted	 in	
experience	rather	than	established	theory.	The	idea	behind	empirical	research	is	
that	 propositions	 are	 tested	 or	 explored	 at	 the	 research	 site.	 Hence,	 an	
experimental	approach.	For	example,	what	would	happen	in	my	composition	if	I	
included	 a	 Gqom	 loop	 as	 a	 foundational	 part	 of	 the	 rhythm?	 Using	 an	
experimental	 approach	 explores	 this	 proposition,	 and	 then	 monitors	 and	
reflects	on	the	consequences	of	this	action.		
2. Autoethnography	 offers	 an	 appropriate	 theoretical	 and	methodological	 home	
for	this	project.	“Autoautoethnography	 is	an	approach	to	research	and	writing	
that	seeks	to	describe	and	systematically	analyze	(graphy)	personal	experience	
(auto)	 in	 order	 to	 understand	 cultural	 experience	 (ethno)”	 (Ellis,	 Adams	 &	
Bochner,	2011:273).		
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My	 task	 for	 this	 project	 was	 to	 compose	 and	 arrange	music	 for	 three	 ensembles	
which	 each	 have	 a	 different	 permutation.	 The	 first	 involves	 composing	 with	 a	
particular	set	of	musicians	in	mind.	The	second	was	concerned	with	composing	for	
particular	instrumentation,	and	the	third	involved	composing	and	arranging	for	a	big	
band.	 This	 third	 permutation	 is	 a	 studio	project	 in	which	 I	will	 programme	all	 the	
instruments	 using	music	 software	 and	 employ	 solo	 instrumentalists	 to	 feature	 on	
the	pieces.	The	task	of	writing	music	 for	 these	three	bands	was	one	that	 I	had	set	




well	 as	 the	 rehearsals	 with	 the	 band	 members	 are	 analysed	 and	 reflected	 on	 in	
order	to	understand	in	what	way	the	music	is	meaningful	to	me	as	well	as	its	place	
in	 society.	 Furthermore,	 I	 am	very	 responsive	 to	 the	 interaction	not	only	between	
performers	but	also	with	audiences	and	in	this	sense,	this	project	fits	in	well	with	the	
autoethnographic	approach.	‘’Autoethnography	explicitly	acknowledges,	calls	to	and	
seeks	 contributions	 from	 audiences	 as	 part	 of	 the	 ongoing	 conversation	 of	 the	
work’’	(Holman	Jones,	Adams	&	Ellis,	2013:25).	
‘’Auto-ethnographers	 value	 narrative	 truth	 based	 on	 what	 a	 story	 of	 experience	
does—how	 it	 is	 used,	 understood,	 and	 responded	 to	 for	 and	 by	 us	 and	 others	 as	
writers,	 participants,	 audiences,	 and	 humans’’	 (Bochner,	 1994;	 Denzin,	 1989).	 For	
this	project,	my	compositional	process	and	the	way	I	think	about	music	is	informed	
by	 my	 personal	 experience.	 Using	 autoethnography	 as	 a	 method	 helps	 me	 to	
recognise	 my	 social	 environment	 and	 personal	 experiences	 in	 the	 choices	 that	 I	




captures	 the	 social	 environment	 to	 which	 I	 am	 exposed.	 The	 reflection	 on	 the	
process	of	 research	 is	a	 reflection	on	what	has	happened	 in	order	to	 ‘make’	 these	
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compositions.	 The	 decisions	 of	 how	 to	 go	 about	 this	 research	 lie	 with	 me	 (the	
composer),	in	the	same	way	as	the	decisions	of	who,	what,	when,	where	and	how	to	
research,	 made	 by	 any	 researcher	 lies	 with	 “institutional	 requirements	 (e.g.,	
Institutional	 Review	 Boards),	 resources	 (e.g.,	 funding),	 and	 personal	 circumstance	


















fundamental	 in	 a	 sense	 that	 the	 events	 that	 happened	 ‘in	 the	 moment’	 were	
constantly	 documented.	 The	 analysis	 of	 my	 conscious	 decisions	 is	 intended	 to	
facilitate	 an	 understanding	 of	 the	 relationship	 between	 the	 music	 that	 I	 have	
composed	and	the	meanings	that	might	be	attributed	to	it. 	
That	said,	I	do	believe	that	the	analysis	of	the	compositional	process	cannot	be	fully	
understood	 through	 verbal	 descriptions,	 instead	 the	 research	 is	 realised	 more	





extract	 more	 theories	 about	 composition	 while	 democratising	 the	 process	 —	
Democracy	 in	 a	 sense	 that	 composition	 is	 about	 communicative	 action	 that	 has	
meaning	and	purpose	in	people’s	lives.		
Essentially	 this	 is	 an	 account	 of	 my	 personal	 approach	 to	 composition,	 thus	 the	
research	site	and	focal	centre	is	the	portfolio	of	compositions.	From	the	beginning	of	
the	compositional	process,	 I	kept	a	 journal	 that	documents	the	 fragments	of	 ideas	
through	mobile	 phone	 recordings,	 the	 instinctive	 decisions	 I	made	 as	 a	 composer	
(with	regard	to	aesthetics),	 the	shaping	and	development	of	 the	compositions	and	
arrangements	 in	each	of	 the	rehearsals	with	two	of	 the	three	bands,	and	how	the	
performance	 aspect	 impacted	 the	 pieces.	 Audio	 recordings	 of	 the	 band	




open	 to	experimentation	with	new	 ideas	 and	without	 knowing	where	 the	process	
will	 go.	 Rather	 than	 having	 set	 ideas	 about	 what	 needs	 to	 be	 ‘done’	 for	 each	
composition,	a	significant	part	of	the	compositional	process	has	been	experimental.	
Various	ideas	are	tried	out,	explored	and	realised	through	the	action	of	composition	
and	 then	 performance.	 The	 process	 is	 set	 in	 motion	 by	 composition	 and	 then	
observations	are	made	during	the	performance,	thus	the	compositions	could	change	
along	the	way.	Therefore,	there	are	recordings	of	the	works	incorporated	as	part	of	
my	 submission	of	 the	 compositions	 and	arrangements.	Generally,	my	approach	 to	
composition	 is	driven	by	 improvisational	encounters	and	explorations	 that	happen	
while	performing	with	various	artists	and	bands.	These	ideas	of	musical	exploration	
and	 improvisation	 sometimes	 resound	 in	my	mind	and	most	 frequently,	 these	are	
rhythmic	phrases.	The	realisation	and	reconceptualisation	of	these	rhythmic	phrases	
prompts	me	to	 layer	harmonies	and	 finally	melodies,	 in	which	 I	 rely	mostly	on	my	
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jazz	training	and	early	musical	influences	as	stated	in	the	Introduction.	After	a	broad	












own	experience.	 The	 search	 for	my	 sound	 as	 a	 composer	 is	 driven	by	my	musical	
heritage,	 as	 well	 as	 through	 sonic	 experience.	 More	 frequently,	 pioneering	
musicians	and	composers	are	embracing	new	expressive	modes	that	are	not	married	
and	bound	 to	 a	 genre	or	 location	of	 experience.	 For	 example,	 pianists	 like	Robert	
Glasper	who	leads	his	group	The	Robert	Glasper	Experiment,	explores	fusions	of	jazz	
and	hip	hop,	thus	inviting	the	cross-reference	of	these	genres	noted	for	intellectual	







The	 composition	 portfolio	 comprises	 twelve	 pieces	 that	 I	 have	 divided	 into	 three	
contrasting	 ensembles.	 The	 first	 ensemble	 is	 a	 quintet	 consisting	 of	 tenor	
saxophonist	Salim	Washington,	guitarist	Ethan	Naidoo,	pianist	Sanele	Phakathi,	bass	
guitarist	 Prince	 Bulo	 and	 myself	 on	 drums.	 The	 analysis	 of	 my	 approach	 to	 the	
compositional	process	emphasises	this	first	ensemble	as	the	musical	activities	that	I	
set	out	for	the	band	included	rehearsals,	live	recorded	performances,	and	also	a	live	





original	 compositions	and	 that	of	 the	 second	band,	 two	original	 compositions	and	
two	 arrangements	 (one	 popular	 tune,	 and	 one	 jazz	 standard).	 The	 big	 band’s	
repertoire	 consists	 of	 one	 original	 composition	 and	 two	 arrangements	 of	 jazz	
standards.	 For	 the	 first	 band,	 I	 composed	music	with	 the	band	members	 in	mind,	
while	 for	 the	 second	 band,	 I	 composed	 for	 instrumentation	 rather	 than	
instrumentalists.	 The	process	 for	 the	 compositions	 for	 the	big	band	was	different;	
here	I	have	programmed	all	the	music	using	Logic	Pro	X	as	well	as	a	midi	keyboard;	
the	composition	and	arrangements	for	the	big	band	are	not	based	in	performance	as	
I	 have	 created	 a	 simulation	 of	 the	 real	 big	 band,	 and	 employed	 a	 few	





to	accommodate	and	 record	a	big	band	 (16	 to	17	musicians),	 and	each	musician's	
technical	ability	before	composing	and	arranging	the	music.		
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For	 two	of	 the	 three	 tunes,	 I	 have	 recorded	acoustic	 drums	 for	more	authenticity	
and	to	target	more	of	a	live	feel.	While	I	respect	the	tradition	of	jazz	and	its	standard	
drum	tuning,	I	opted	to	have	a	rock	sounding	drum	kit	in	all	my	compositions.	This	
has	 more	 of	 an	 attack	 and	 is	 heavy	 in	 timbre,	 with	 a	 much	 darker	 tone	 colour.	
Because	 many	 of	 the	 compositions	 are	 groove-based	 and	 built	 on	 a	 propelling	
ostinato	 bass	 line,	 I	 chose	 to	 use	 electric	 bass	 for	 all	 the	 compositions	 and	
arrangements.	 The	 electric	 bass	 has	 a	much	 heavier	 tone	weight	 than	 an	 upright	
bass,	 and	 by	 using	 a	 rock	 sounding	 drum	 kit,	 the	 heavier	 sounding	 bass	 drum	 is	
intended	 to	 ‘lock’	 in	 with	 the	 electric	 bass.	 In	 fact,	 the	 choice	 of	 not	 using	 the	
traditional	 jazz	 bop	 drum	 kit	 as	 well	 acoustic	 instruments	 such	 as	 the	 piano	 and	
upright	bass,	points	to	a	non-traditional	jazz	sound.	
First	Band	–	5	Compositions	
The	 first	 band	 consists	of	 five	band	members	namely;	 Salim	Washington	on	 tenor	
saxophone,	 Ethan	Naidoo	 on	 guitar,	 Sanele	 Phakathi	 on	 keyboard,	 Prince	 Bulo	 on	
bass,	and	myself	on	drums.	One	of	the	pieces	features	Zoe	Masuku	on	vocals.	I	have	
chosen	these	musicians	as	they	are	virtuoso	musicians	in	their	field	of	performance.	
The	 five	 pieces	 were	 composed	 with	 these	 band	 members	 in	 mind,	 taking	 into	





performed	with	 Salim	Washington	 for	 a	 few	 of	 his	 jazz	 shows	 around	 Durban.	 In	
these	 instances,	 the	 repertoire	 consisted	 of	 his	 compositions	 which	 I	 had	 the	
pleasure	 of	 learning	 at	 the	 rehearsals	 beforehand,	 and	 the	 rest	 of	 the	 repertoire	






thought	 that	 the	 notion	 of	 having	Washington	 improvise	 between	 these	 sections	
would	 be	 a	 conversation	 in	 itself.	 I	 also	 thought	 it	 would	 be	 interesting	 to	 have	
Washington	 and	 Naidoo	 together	 in	 one	 band	 knowing	 that	 they	 come	 from	
different	backgrounds	and	are	specialists	in	their	fields.	Ethan	Naidoo	is	a	specialist	
in	 the	 rock	 genre.	 I	 have	 accompanied	 him	 at	 both	 of	 his	 B-Practical	 Music	
performance	 recitals	 in	 2013	 and	 2014.	 Naidoo	 was	 a	 music	 student	 at	 the	
University	 of	 KwaZulu-Natal	 at	 the	 time.	 The	music	 consisted	 of	 arrangements	 of	
cover	songs	and	jazz	standards	that	he	had	put	together	and	contained	a	fusion	of	
jazz,	 djent	 which	 is	 a	 sub-genre	 of	 metal,	 and	 funk.	 Learning	 the	 material	 for	
Naidoo’s	recitals	inspired	me	to	experiment	more	with	different	styles	of	music	and	
to	 try	 fusing	 elements	 from	 these	 different	 styles.	 I	 have	 performed	 with	 Sanele	
Phakathi	at	corporate	events	in	which	he	was	the	bandleader.	We	performed	mainly	
popular	 South	 African	 jazz	 standards	 such	 as	 Miriam	 Makeba’s	 Malaika	 and	










normal	 form,	 such	 as	 in	 the	 solo	 section	 of	my	 composition	Mzansi	 Rising.	 Here,	
Bulo	 and	 I	 backed	 each	 soloist	 with	 a	 different	 approach	 and	 different	 rhythmic	
phrases	without	discussing	it	before	the	recording.	In	any	band,	the	rhythm	section	









original	 compositions.	 These	 are	 Corea’s	 contribution	 to	 jazz	 fusion	 that	
incorporated	 Latin	 jazz	 and	 the	 use	 of	 synthesizers	 in	 his	 music	 that	 aids	 in	 the	
electric	sound;	Sanchez’	 rhythm,	precision,	dynamics,	and	polyrhythmic	structures;	
and	 Mingus’	 prominence	 in	 collective	 improvisation	 and	 free	 jazz,	 which	 create	






sessions	 when	 I	 was	 experimenting	 with	 ‘slash	 chords’	 i.e.	 Fmaj7b5/E	 and	 F2/A.	






My	 understanding	 of	 the	 groove	 is	 that	 the	 bass	 guitar	 and	 kick	 drum	 ‘lock’	with	














the	A	 section	 as	 I	 wanted	 to	 create	 an	 assertive	 response.	 Still	 in	 the	 key	 of	 C,	 I	
experimented	with	four	chords	and	the	progression	that	sounded	the	best	to	me	at	
the	time	was	Cmaj7,	Dm9,	Em7,	and	Am7.	I	placed	the	chords	on	the	same	rhythmic	









only	 on	 the	 B	 section	 for	 more	 emphasis.	 I	 was	 happy	 with	 how	 the	 A	 section	
sounded	 after	 listening	 to	 it	 on	 Sibelius.	Using	 Sibelius,	 I	 slowly	 started	 creating	 a	
melody	 for	 the	 B	 section	 using	 the	 following	 random	 selection	 method:	 using	
Sibelius,	I	started	by	filling	each	bar	with	8th	notes	with	every	note	being	the	note	C.	
I	 then	 removed	 some	 random	notes	 from	each	bar	and	proceeded	 to	move	 some	










the	groups	of	C	notes	 lie,	 and	 its	 repetitive	 sound	helps	 it	 to	 reference	 its	 ‘home’	
key.	Straight	after	the	B	section	is	played	twice,	there	is	a	four-bar	drum	solo,	Here	I	
felt	 that	 it	was	a	smooth	transition	from	the	B	section	 to	the	solo	section.	For	the	
solo	 section,	 I	 chose	 to	 use	 the	 vamp	 chords	which	 are	 Fmaj7b5/E	 and	 F2/A,	 but	
instead	of	having	one	chord	per	bar,	I	made	it	one	chord	per	two	bars	as	I	felt	that	
this	gave	a	nice	sense	of	space	for	the	soloists	to	express	themselves	freely.		
I	 decided	 to	 name	 the	 piece	 Beauty	 in	 Reverence	 because	 at	 the	 time	 the	
introduction	vamp	was	created,	I	was	thinking	about	the	society	we	live	in,	and	the	
lack	 of	 respect	 that	 is	 evident	 in	 so	 many	 situations.	 I	 have	 witnessed	 many	
situations	where	there	was	disrespect	and	 it	 turned	out	to	be	 ‘ugly’.	 I	have	seen	a	
teenage	boy	argue	with	an	elder	in	a	slandering	manner;	little	did	the	boy	know	that	









there	being	 four	beats	 in	each	bar,	and	this	created	a	pulse	 that	 is	 felt	naturally.	 I	
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chose	the	notes	E,	F#,	A	and	B	intentionally	because	they	all	exist	in	the	major	keys	
of	 D,	 E,	 G	 and	 A.	 As	 a	 result,	 the	 musicians	 have	 more	 options	 of	 approaching	
improvisation	from	four	different	tonal	perspectives.	These	four	notes	which	form	a	





as	 I	 wanted	 there	 to	 be	 space	 and	 felt	 that	 the	 melody	 could	 make	 more	 of	 an	






response	 takes	 place.	 I	 considered	 the	 drums	 improvising	 throughout	 the	melody	
but	 also	 playing	 some	of	 the	 accents	with	 the	 other	 instruments.	Using	 Sibelius,	 I	
started	 to	notate	 the	melody	and	decided	 to	share	 it	among	the	guitar,	keyboard,	
saxophone	 and	 bass	 guitar.	My	 aim	was	 for	 a	musical	 conversation	 to	 take	 place	
between	the	musicians.	The	melody	is	mainly	in	the	key	of	D	major	and	also	consists	
of	a	selection	of	chromatic	notes	in	which	I	wanted	the	melody	to	move	away	from	
its	 home	 key	 (D	major)	 at	 times,	 thus	 creating	melodic	 tension	 and	 contrast.	 The	
melody	 starts	 off	with	 the	 guitar	 playing	 a	 diatonic	 descending	phrase	 starting	on	
the	tonic	(D)	and	ending	on	the	dominant	(A).	I	wanted	this	to	be	the	opening	line	of	
the	 melody	 since	 it	 reminded	 me	 of	 a	 guitar	 riff	 influenced	 by	Maskandi	 music.	
Maskandi	 is	 a	 kind	 of	 Zulu	 folk	 music	 that	 originated	 in	 South	 Africa.	 It	 is	 music	
driven	and	led	by	the	guitar	and	mostly	(of	that	which	that	I	have	heard),	its	melodic	
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to	 compose	 random	 phrases	 and	 share	 them	 between	 the	 four	 instruments.	 The	
melodic	phrases	were	composed	with	random	intervals	with	the	aim	of	achieving	an	
atonal	 sound.	 For	example,	 straight	after	 the	opening	guitar	phrase,	 the	keyboard	
responds	with	 descending	minor	 second	 intervals	 that	 are	 played	 together.	 These	
semitones	which	are	played	together	descend	in	a	perfect	fourth	movement	which	
moves	 out	 of	 the	 key	 (D).	 After	 laying	 down	 more	 melodic	 content	 by	 choosing	
random	intervals,	I	end	this	section	of	the	melody	by	composing	a	unison	line	which	
is	played	by	the	entire	band.	 I	 thought	that	 this	would	be	a	nice	contrast	 to	move	
from	shared	melodic	phrases	to	a	unison	line	in	which	the	whole	band	emphasises	
the	end	of	the	section.		
The	 trading	 fours	 section	 is	 where	 I	 wanted	 something	 common	 to	 the	 jazz	





After	this,	 the	collective	 improvisation	section	and	 ‘organised	chaos’	starts.	 I	used	
Charles	 Mingus’	 Pithecanthropus	 erectus	 as	 a	 reference	 for	 the	 collective	
improvisation	 and	 some	 of	 the	 dynamic	 content.	 Mingus	 orchestrated	 his	




section	 implies	 a	 6/8	 time	 signature.	 This	 collective	 improvisation,	 that	 sounds	





Naidoo’s	 recital	 in	 which	 I	 had	 accompanied	 him	 in	 the	 years	 2013	 and	 2014.	
Naidoo’s	 approach	 to	 djent	 music,	 a	 subgenre	 of	 heavy	 metal,	 inspired	 me	 to	
reference	 those	 stylistic	 elements	 in	 some	 parts	 of	 Brainstorm-Ing,	 especially	 the	
djent	riff	section.	These	elements	consist	of	the	drums,	bass	and	guitar	playing	loud,	
rhythmic	 vamps	 together,	 that	 is	 heavy	 in	 texture	 and	 that	 produces	 a	 ‘tight’	 and	





guitar	 and	 bass	 guitar.	 From	 a	 jazz	 perspective,	 the	 sound	 of	 djent	 music	 is	
anomalous	 to	 jazz,	 hence	 this	 creative	 divergence	 is	 different	 from	 the	 norm.	My	
thinking	 here	 was	 to	 create	 an	 element	 of	 surprise	 by	 changing	 the	 texture	 and	






the	whole	 band	 plays	 together	 in	 unison.	 I	 did	 this	 by	 choosing	 random	 intervals	
such	as	fifths,	e.g.	E	and	B,	and	continued	to	formulate	a	melody	based	in	the	key	of	
D	 major,	 and	 moving	 out	 of	 the	 key	 using	 a	 combination	 of	 intervals.	 By	
experimenting	with	many	 intervals,	 I	eventually	worked	out	a	unison	phrase	that	 I	
felt	 sounded	 like	 bebop.	 Although	 there	 is	 no	 underlying	 harmony,	 the	 choice	 of	
notes	 implies	 altered	 tensions	 in	 the	 key	 of	 D,	 with	 its	 rhythm	 being	mostly	 16th	























pedal	 point	 in	music	 is	 a	 sustained	 note,	 usually	 played	 by	 the	 low	 register	 of	 an	
instrument	such	as	 the	bass	guitar.	 I	 felt	 that	 this	 idea	of	a	melody	played	 in	 triad	
chords	 layered	 over	 a	 pedal	 point	 sounded	 familiar.	 At	 the	 time,	 I	 did	 not	 know	
where	the	idea	came	from,	but	later	on	I	realised	that	I	had	heard	this	exploration	of	
upper	structure	triads	in	the	introduction	of	Chick	Corea’s	Cloud	Candy.	The	creation	
of	 this	 melody	 also	 gave	 me	 an	 idea	 of	 the	 tempo,	 as	 well	 as	 the	 groove	 and	
rhythmic	feel	of	this	piece.	After	finalising	the	introduction	of	the	piece,	I	notated	it	





the	 introduction	on	 the	piano	again,	 I	 found	 that	 the	 last	 chord	 resolved	easily	 to	
Dbmaj7#11	and	 then	 to	 F13sus4;	 these	 chords	have	 the	 function	of	 the	 IV	 and	VI	
chords	 respectively	 in	 the	 key	 of	 Ab	major.	 This	 is	 where	 I	 decided	 to	 bring	 in	 a	
Goema	 based	 groove	 (indicated	 by	 the	 floor	 tom	 of	 the	 drum	 kit).	 I	 felt	 that	 this	
groove	 would	 take	 the	 listeners	 by	 surprise.	 Goema	 is	 a	 style	 of	 music	 that	
originated	in	the	Malay	communities	of	Cape	Town,	South	Africa.	The	music	being	of	
a	 lively	nature,	creates	a	rhythmic	feeling	of	trance,	and	 it	 is	usually	played	at	 fast	
tempos.	
For	Double	Minded,	the	foundation	of	this	groove	consisted	of	the	drums	playing	the	
groove	 on	 the	 floor	 tom	 and	 bass	 drum,	 the	 bass	 playing	 a	 rhythmic	 ostinato	
(repeated	pattern)	line,	and	the	keyboard	playing	chords	in	an	ambient	manner.	This	





section	 should	 repeat	 itself	 for	 more	 emphasis,	 I	 proceeded	 to	 modify	 the	
introduction	and	use	 it	 as	 an	 interlude.	 I	made	 the	 root	of	 each	 triad	 the	melody	
note	an	octave	higher	and	chose	to	use	the	same	harmonic	movement	as	I	felt	that	
this	 is	 the	theme	of	 the	entire	piece.	 I	decided	to	add	an	additional	 four	bars	 that	
consisted	of	7th	chords	over	the	pedal	point	on	A	in	order	to	create	more	harmonic	
tension.	The	four	bars	consists	of	Db7#5	(two	bars),	Ebmaj7#5	(1	bar)	and	Cm7b5	(1	
bar).	 I	 chose	 these	chords	 randomly,	and	altered	 the	chords	 in	order	 to	 fit	 in	with	
the	melody	line,	e.g.	the	melody	note	on	Ebmaj7	is	B,	hence	I	sharpened	the	5th	to	
get	 Ebmaj7#5.	 The	 dense	 sound	 that	 these	 three	 chords	 created	 served	 as	 a	
‘stepping	stone’	to	extend	the	interlude	(bars	27	to	32)	with	a	phrase	that	the	band	
can	 play	 together.	 For	 this	 extended	 interlude	 (bars	 27	 to	 32),	 I	 first	 notated	 a	
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random	melody	that	did	not	belong	to	any	particular	key,	and	I	then	chose	random	
chords	 and	 altered	 some	 notes	 of	 the	 chords	 to	 fit	 in	 with	 the	melody.	 This	 was	
merely	an	intervallic	process	in	which	I	selected	notes	without	thinking	about	their	
relation	to	a	tonal	centre.	I	approached	the	underlying	harmony	in	the	same	way;	I	
wanted	 the	 set	of	 chords	accompanying	 the	melody	not	 to	be	placed	 in	a	 specific	
key.	At	 this	point,	 the	bass	guitar	moves	away	 from	the	pedal	point	and	plays	 the	





chords	 for	 the	 A	 section,	 I	 also	 chose	 to	 have	 two	 chords	 for	 the	 B	 section	
(Ebmaj9/G	and	Dm9),	only	because	the	introduction	and	interlude	are	so	complex	in	
terms	 of	 the	 harmonic	 structure.	 I	 then	 built	 its	 melody	 through	 an	 intervallic	
approach,	using	perfect	fourth	intervals.	This	is	made	evident	in	the	first	four	notes,	
namely	G,	D,	F	and	C.	 I	then	added	chromatic	notes	in	a	few	places	in	order	to	cut	
out	 the	monotony	 of	 the	 4th	 intervals.	 Although	 it	 seemed	 that	 I	may	 have	 been	
using	random	methods	to	achieve	this	sound,	 I	 imagined	the	melodies	 in	my	mind	
before	notating	them	on	Sibelius.	After	the	B	section	is	played	once,	I	chose	to	have	
the	extended	 interlude	played	again	before	 repeating	 the	B	section.	 This	 is	where	
the	 feeling	 of	 musical	 uncertainty	 is	 created,	 and	 a	 sense	 of	 ambivalence	 is	
expressed.	For	the	solo	section,	I	decided	that	it	would	be	good	to	use	the	B	section	
harmony,	i.e.	Ebmaj9/G	and	Dm9,	since	this	would	give	the	soloists	enough	time	to	
‘breathe’	 without	 thinking	 too	 much	 about	 the	 solo	 section	 form.	 After	 these	
sections	were	 notated,	 I	 thought	 about	 the	 drumming	 for	 this	 piece.	 All	 I	wanted	





















it	 is	not	placed	on	all	 four	quarter	notes	 (1,	2,	3,	4)	as	opposed	 to	house	or	disco	
music,	instead	the	bass	drum	pattern	contains	a	repetitive	and	syncopated	pattern.	




gqom	music.	 Before	making	 a	 career	 as	 a	gqom	 artist	 and	producer,	 Bulo	 studied	
jazz	 at	 the	 University	 of	 KwaZulu-Natal	 and	 he	 is	 therefore	 familiar	 with	 the	 jazz	
idiom.	Unlike	my	approach	 in	my	other	pieces,	 I	 adopt	a	minimalistic	 approach	 to	
harmony;	 most	 of	 the	 melody	 as	 well	 as	 the	 improvisation	 sections	 rest	 on	 one	
chord,	i.e.	Emin9.	It	is	the	VI	chord	in	the	key	of	G	major.	The	entire	piece	is	in	4/4	
time	signature.	I	composed	this	piece	in	layers;	the	bass	drum	pattern	was	imagined	
first;	 the	 bass	 guitar	 using	 only	 the	 low	 E	 note,	 was	 notated	with	 the	 bass	 drum	
accents,	hence	the	bass	guitar	and	bass	drum	had	the	same	rhythm;	 I	notated	the	
keyboard	 part	 and	 gave	 it	 one	 chord	 which	 is	 Em9;	 the	 snare	 drum	 and	 hi	 hat	
pattern	was	confirmed;	and	the	melody	for	the	guitar	and	saxophone	was	notated.	
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When	 I	 was	 composing	 the	 A	 section	 melody	 for	 this	 piece,	 I	 was	 thinking	
diatonically	and	with	two	added	notes	not	in	the	key	of	G.	These	notes	are	F	and	C#.	
After	 I	 notated	 the	 A	 section	 melody,	 I	 left	 eight	 bars	 for	 the	 keyboard	 and	




I	wanted	 the	B	section	 to	be	a	quick,	 loud	statement	with	a	contrasting	harmonic	
movement	to	that	of	the	A	section,	hence	it	only	consists	of	one	bar.	In	that	one	bar,	
I	chose	to	have	four	chords	played	as	accents	with	a	busy	melodic	line	as	it	gave	the	
music	more	momentum.	 I	 decided	 that	 every	 time	 the	B	 section	 is	 played,	 there	
would	 be	 four	 bars	 of	 Em9	 that	 followed	 as	 a	 ‘resting’	 place.	 I	 then	 proceed	 to	
compose	 a	band	 riff	 (bars	 31	 to	 33)	 that	 leads	 into	 the	 solo	 section.	 In	 order	 to	
create	space	between	the	last	bar	of	the	riff	(bar	33)	and	the	solo	section,	I	decided	












My	 aim	 for	 this	 tune	 was	 for	 it	 to	 be	 danceable.	 I	 chose	 this	 title	 because	 of	 its	
symbolism.	Mzansi	 is	 an	 informal	 name	 for	 South	 Africa.	 The	 word	 Rising	 that	
follows	it	is	a	reference	to	all	the	diverse	music	that	is	evolving	in	South	Africa.	
Reality	





The	 two	 notes	 from	 each	 scale	 are	 played	 simultaneously	 with	 the	 interval	 of	 a	
major	 9th	 a	 part,	 i.e.	G	 and	A,	 Bb	 and	 C,	 C	 and	D,	 and	D	 and	 E.	 This	 idea	 of	 9th	
intervals	played	together	became	the	thematic	vamp	for	the	introduction,	A	section,	
B	 section,	 and	 last	 four	bars	of	 the	C	section.	Before	 the	 realisation	of	 this	 idea,	 I	
was	 thinking	about	pianist	 Sanele	Phakathi’s	 approach	 to	pentatonic	 scales.	While	
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witnessing	 some	 of	 Phakathi’s	 improvisation	 features	 at	 some	 of	 his	 own	
performances,	I	noticed	that	he	would	sometimes	combine	two	pentatonic	scales	a	
perfect	 fourth	apart	and	play	 this	 in	an	ascending	motion.	 I	 loved	 the	momentum	
and	forward	motion	that	this	creates,	prompting	the	rhythm	section	to	respond	with	
other	 musical	 phrases.	 This	 idea	 of	 combining	 pentatonic	 scales	 inspired	 the	
thematic	 vamp	 for	Reality.	 I	 wanted	 this	 piece	 to	 portray	 African	 roots	while	 still	
incorporating	 other	 musical	 styles	 that	 did	 not	 originate	 in	 Africa;	 styles	 such	 as	










narrative	 to	 be	 a	 ‘fight	 for	 land’.	 Not	 only	 does	 Reality	 represent	 these	 different	
cultures	such	as	African,	American	and	European,	but	it	also	represents	the	conflict	
between	 these	 perspectives	 musically.	 Most	 of	 the	 piece	 which	 consists	 of	 the	









As	Atkinson	states,	 the	word	 ‘Bembe’	means	different	 things	according	to	context.	










that	belong	 to	both	 the	G	minor	pentatonic	and	A	minor	pentatonic	 scales.	The	B	
Section	consists	of	a	thematic	vamp,	but	also	has	accents	in	between	played	by	the	
whole	 band.	 These	 accents	 represent	 the	 ‘fight	 for	 land’.	 After	 these	 accents	 are	
played,	the	C	Section	comes	in	which	I	see	as	indicating	that	the	Americans	now	rule	
the	 land	 and	 this	 moves	 to	 the	 Djent	 movement.	 The	 Djent	 vamp	 represents	
European	 culture	 and	 this	 indicates	 that	 they	 have	 taken	 over	 the	 land,	 and	 its	
accompanying	melody	is	a	response	to	the	Americans.	I	chose	for	the	last	4	bars	of	
the	 djent	 movement	 to	 move	 back	 to	 the	 Afro-Cuban	 thematic	 vamp,	 and	 this	
represents	the	‘taking	back’	of	land	by	the	Bembe	people	and	this	leads	to	the	solo	






the	 chord	 became	 Gm6.	 The	 Gm6	 chord	 is	 not	 played,	 but	 rather	 implied	 in	 the	
thematic	vamp	that	the	bass,	piano	and	guitar	play.	My	starting	point	for	the	melody	
was	a	perfect	5th	 interval,	namely	A	and	E.	From	here,	 the	creation	of	 the	melody	
was	intuitive	and	also	experimental,	in	which	most	of	the	notes	were	used	from	the	
thematic	 vamp	 and	 some	 notes	 were	 chosen	 and	 arranged	 according	 to	 my	
imagination.	 The	 harmony	 for	 the	 B	 Section	was	 also	 experimental	 and	 again,	 I	




reviewing	 a	 few	 harmonic	 options,	 I	 chose	 the	 chord	 progressions	 that	 I	 felt	 had	
musical	 flow	and	coherence.	The	end	of	 the	solo	section	harmony	 leading	back	 to	
the	 start	 of	 the	 solo	 section	 form	 reminded	 me	 a	 bit	 of	 gospel	 music,	 hymns	 in	
particular.	 In	hymnal	music,	the	use	of	chords	where	a	major	triad	is	place	over	its	
3rd	(e.g	D/F#),	is	commonly	used	as	passing	chords,	and	diatonically	as	the	III	and	VII	
chords.	 The	use	of	D/F#	moving	 to	G13sus4	 is	 a	 reference	 to	 this	 ‘hymnal	 sound’.	
Just	 like	 the	A	 section,	 the	melody	 for	 the	C	 section	 and	Djent	movement	 is	 also	
partially	intuitive	as	well	as	experimental.	














learn	 my	 music.	 I	 was	 more	 than	 happy	 to	 take	 suggestions	 regarding	 the	
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compositions.	 The	 musicians	 made	 a	 few	 suggestions	 only	 with	 regards	 to	 the	
arrangement	of	these	pieces.	










between	 the	 saxophone	 and	 guitar	 were	 still	 not	 together	 in	 the	 way	 that	 I	 had	
imagined.	However,	the	piece	was	still	playable	and	I	hoped	that	it	would	get	better	
with	 time	and	practice.	 For	 the	 solo	 section,	 it	was	 agreed	between	Phakathi	 and	
Bulo	 that	Bulo	would	be	 the	 first	 to	 improvise.	 I	 thought	 it	was	 interesting	 for	 the	
bass	guitar	to	solo	first	as	the	dynamic	range	of	the	band	became	much	softer	which	
changed	the	mood	of	the	music.		
Brainstorm-Ing:	 At	 the	 first	 rehearsal,	 the	 band	 had	 played	 through	 the	 written	
parts	 (sections	A	and	B).	Some	of	 the	16th	note	phrases	 (bars	18,	49	and	50)	were	
not	 articulated	 as	 I	 had	 imagined	when	 composing	 this	 piece.	 Each	band	member	
had	 his	 own	 feel,	 therefore	 the	 phrasing	 of	 the	 rhythms	 was	 not	 in	 sync.	 I	 had	












an	 octave	 lower,	 and	 the	 saxophone	 sounded	more	 natural	 than	when	 it	 was	 an	
octave	 higher.	 For	 this	 composition,	 the	 guitar	 and	 saxophone	 could	 not	 sync	
rhythmically	with	 each	 other.	 I	 remember	 that	we	 practised	 this	 piece	 at	 a	much	
slower	 tempo	 (about	 30	 beats	 per	 minute	 slower)	 in	 order	 to	 get	 the	 melodies	
together.	Bulo	suggested	that	the	phrase	from	bars	27	to	32	could	be	used	as	linking	
material	 in	order	 to	 transition	 into	 the	next	 soloist.	Each	soloist	had	 to	cue	 in	 this	
phrase.	This	made	the	transitions	between	soloists	exciting.	Initially,	I	could	imagine	
Antonio	Sanchez	playing	drums	for	this	piece	and	I	tried	to	emulate	his	approach	to	
Latin	 jazz,	 but	my	 own	 ideas	 and	 interpretation	 seemed	 to	 take	 precedence.	 The	

















was	prerecorded	by	 the	guitar	was	 inaudible	when	 the	band	had	played,	 thus	 the	
pulse	 of	 the	 loop	 was	 difficult	 to	 keep	 track	 of.	 At	 times,	 the	 rhythms	 of	 the	
melodies	were	played	slightly	behind	and	in	front	of	the	beat	by	each	musician	and	
this	created	something	of	a	‘lag’.	The	musical	conversation	that	I	had	imagined	took	
place,	 but	 I	 felt	 that	 it	 made	 less	 of	 an	 impact	 as	 the	 orchestrated	 parts	 were	
rhythmically	disjointed.	Therefore,	to	my	mind,	everything	sounded	improvised.		
Double	Minded:	The	 rhythm	of	 the	melodies	between	guitar	and	saxophone	were	
not	 together.	 It	 created	a	 feeling	of	 ‘looseness’.	 I	enjoyed	 the	solo	section	 for	 this	




Mzansi	 Rising:	 This	 piece	 and	 Double	 Minded	 had	 more	 or	 less	 the	 same	
performance	 tempo	 as	 well	 as	 complex	 rhythmic	 phrases.	 The	 way	 I	 felt	 about	
Double	Minded	in	performance	was	the	way	I	had	imagined	this	piece.	







to	 me	 after	 the	 performance;	 the	 guitar	 and	 saxophone	 were	 not	 synchronised	
together	while	playing	the	melodies;	the	sound	of	the	bass	guitar	was	too	‘muddy’	







record	 the	music.	 The	 studio	 session	 took	place	 the	 following	day.	Although	 I	was	
confident,	I	was	really	concerned	about	the	rhythm	and	tempo	issues	between	the	
guitar	and	saxophone.	I	decided	that	the	band	should	record	to	a	metronome	for	all	
the	 pieces.	 Because	 we	 had	 rehearsed	 twice	 before	 the	 studio	 session,	 my	
expectation	was	that	we	could	record	each	piece	once,	or	twice	at	most.	The	studio	












few	ensemble	accents	 sounded	 ‘loose’,	 therefore	 I	 brought	 its	 rhythm	 together	 in	
line.	The	guitar	which	was	re-recorded	was	much	improved	in	terms	of	the	melodies	




From	 listening	 to	 some	 of	 the	 guitar	 parts,	 an	 idea	 came	 to	mind;	 to	 add	 sound	
effects	and	additional	synthesizer	sounds	in	some	areas	of	the	pieces.	When	Naidoo	
sent	 the	 re-recorded	guitar	parts,	 some	of	 the	 sounds	and	ambient	 fill-ins	 that	he	







realised	 that	 the	 melody	 did	 not	 sound	 the	 way	 I	 had	 imagined;	 the	 lack	 of	
embellishment,	articulation	and	dynamic	range	made	it	 less	 impactful.	 Initially,	the	











that	 it	was	not	 suited	 for	 the	bass	guitar	and	because	of	 time	constraints,	he	had	







The	performance	context	 for	all	 five	pieces	has	enhanced	 the	compositions	as	 the	
individual	 styles	 of	 each	 musician	 have	 to	 some	 extent	 shaped	 the	 music.	
Improvisation	 and	 ‘room’	 to	 converse	 through	 a	 music	 medium,	 aids	 in	 a	 more	




found	 that	 the	 timing	and	 synchronisation	 issue	between	Naidoo	and	Washington	
was	 a	 recurring	 problem.	 At	 the	 first	 rehearsal,	 I	 had	 initially	 thought	 that	 this	
problem	would	 diminish	 as	 we	 rehearsed	 and	 performed	more	 together,	 but	 the	
studio	session	proved	 that	 these	 issues	were	not	going	 to	dissipate	with	 time.	For	
Beauty	in	Reverence,	instead	of	recomposing	a	melody	in	a	feel	to	which	Naidoo	and	
Washington	were	more	accustomed,	I	chose	to	ultimately	use	vocalist,	Zoe	Masuku	
to	 sing	 the	melody.	 After	 the	 studio	 recording,	 I	 edited	 the	 guitar	 and	 saxophone	
parts	 for	 the	 rest	of	 the	pieces	 in	order	 for	 the	guitar	 and	 saxophone	 to	 sound	 in	
sync.	The	choice	to	solve	these	problems	in	the	music	production	phase	rather	than	
recompose	 material	 that	 the	 players	 were	 comfortable	 with,	 gives	 rise	 to	 the	
question:	Was	 I	 composing	music	with	 these	band	members	 in	mind?	 I	would	 say	
yes,	to	the	extent	of	improvisation.	Taking	into	consideration	the	problems	and	my	
chosen	 method	 of	 solutions,	 I	 now	 feel	 that	 I	 was	 composing	 with	 the	
improvisational	qualities	of	these	musicians	 in	mind,	rather	than	composing	pieces	
for	their	styles	and	aesthetic	requirements.	I	have	come	to	terms	with	my	approach	
to	composition;	my	 love	for	precise	 ‘heads’,	 in	which	each	musician	should	have	a	
good	 sense	 of	 rhythm	 and	 play	 the	 main	 sections	 together	 in	 sync	 while	 the	
improvisation	 sections	 are	 conversational	 and	 interactive.	 Even	 though	 the	
musicians	I	chose	were	not	always	able	to	execute	and	articulate	their	written	parts,	
the	essential	balance	of	precise	‘heads’	and	conversational	improvisation	sections	is	
something	 that	 I	 would	 not	 sacrifice.	 In	 retrospect,	 I	 think	 that	 my	 choice	 of	
musicians	 worked	 in	 terms	 of	 my	 music	 adopting	 their	 virtuoso	 improvisational	
qualities,	but	was	not	quite	as	 successful	 in	 the	execution	of	melodies	 that	 I	have	
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There	 are	 many	 influential	 sounds;	 traditional	 Zulu	 music	 (Indlamu	 dance);	
Maskandi	music;	 Afro-beat	 music,	 which	 originated	 in	 Nigeria,	 Africa;	 and	 Gqom	
music.	The	music	also	draws	from	other	genres	such	as	rock,	Latin	jazz,	soul,	Gospel	
(hymnal)	and	swing	music.	Due	to	my	experience	in	playing	the	keyboard	at	church,	
some	 of	 the	 harmonic	 progressions	 I	 chose	 to	 use	 for	 the	 pieces	 are	 a	 result	 of	
accompanying	 the	 pastor	 while	 he	 or	 she	 would	 deliver	 a	 sermon.	 By	 musically	
‘enhancing’	the	sermon,	I	would	find	myself	experimenting	with	intervals	and	chords	
to	fit	the	mood	of	the	content	preached.	An	influential	source	for	these	two	bands	is	
the	 recordings	of	 local	 and	 international	 artists	which	will	 be	discussed	 separately	
for	each	band.		
For	 the	 most	 part	 in	 jazz,	 the	 composer	 is	 also	 the	 arranger,	 especially	 when	
orchestrating	music	for	a	small	ensemble	and	a	big	band.	The	composer	can	already	
be	 ‘hearing’	or	 rather	 imagining	 the	arrangement	and	 instrumentation	and	 to	 this	
degree,	the	process	of	composition	and	arrangement	are	intertwined.		
For	my	 compositions,	 the	 process	 begins	with	 two,	 or	 sometimes	 three	 intervals,	





second	 is	 the	 piano.	 Although	 I	 have	 knowledge	 of	 the	 piano	 from	 a	 theoretical	
perspective,	 I	 have	 not	 focused	 much	 on	 technique.	 Therefore,	 I	 am	 more	
comfortable	composing	in	some	keys	than	others.	This	plays	a	major	role	in	making	





i.e.	 two	 guitars,	 keyboard/synthesizer,	 bass/synth	 bass,	 and	 drum	 kit.	 The	 idea	 of	












and	 thereafter	 led	 to	 the	 selection	 of	 chord	 progressions.	 After	 these	 chord	
progressions	were	finalised,	I	started	to	build	melodies	through	intervallic	choices.	I	
selected	 the	 notes	 along	 with	 different	 rhythmic	 placements	 of	 these	 notes	
according	to	how	I	‘heard’	the	music.		
For	the	A	section	of	The	Calling,	the	interval	that	I	began	with	was	a	sharpened	5th,	














different	 elements	would	 complement	 each	 other.	 The	 combination	 of	 these	 jazz	
recordings	along	with	my	intervallic	choices,	were	more	of	an	experiment.	My	plan	
here	 was	 to	 ‘wait	 and	 see	 what	 happens’.	 The	 development	 of	 The	 Calling	was	
through	 intuition	 and	was	 influenced	by	 the	 recordings	mentioned	 above.	 I	 chose	
this	 title	 due	 to	my	 early	 exposure	 to	music,	 and	 the	 journey	 that	 the	music	 has	
taken	me	on.	














hip	hop	 swing	groove	 coming	 into	play	now	and	again	 for	 rhythmic	 variation.	 The	
rhythm	and	groove	 for	 this	piece	was	 thought	of	 last	after	 finalising	 the	melody.	 I	
devised	 the	 title	 Life	 is	 Precious	 after	 hearing	 many	 stories	 about	 children	 being	
murdered,	 hence	 this	 piece	 is	 child-like	 at	 times	 and	 is	 intended	 to	 serve	 as	 a	
reminder	that	life	is	precious.	
While	the	general	aim	of	this	thesis	is	to	‘raid’	genres,	I	found	that	both	The	Calling	
and	 Life	 is	 Precious,	 each	 took	 on	 a	 development	 of	 its	 own.	 I	 chose	 to	 arrange	
People	Make	the	World	Go	Round	(composed	by	Thom	Bell,	Linda	Creed	and	George	




Zulu	 roots	 and	 chose	 a	 traditional	 Zulu	 rhythm,	 which	 normally	 accompanies	 the	
traditional	 Zulu	 dance	 known	 as	 Indlamu.	 On	 the	 drum	 kit,	 the	 groove	 is	 played	
using	 the	 floor	 tom	 and	 bass	 drum	 in	 a	 swing	 feel,	 with	 strong	 emphasis	 on	 the	
down	 beat	 as	 is	 typical	 of	 Indlamu.	 Upon	 this	 groove,	 I	 chose	 to	 use	 the	 same	
phrasing	 of	 the	 original	melody	 but	 in	 a	 swing	 feel,	 and	 displaced	 some	 notes	 to	
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create	 rhythmic	 interest.	 I	 formed	 the	 harmony	 and	 harmonic	 progression	 using	
notes	 from	 the	melody,	 hence	 the	 chords	were	 informed	 by	 the	melody.	 For	 the	
solo	 section,	 I	 changed	 from	 the	 traditional	 Zulu	 groove	 into	 a	 traditional	 swing	
groove	as	I	felt	that	there	should	contrast.		
Take	5		








new	B	 section	 is	where	 I	 decided	 to	 reimagine	 the	A	 section	melody	 of	Take	 5.	 I	
assigned	 the	 melody	 to	 the	 bass	 guitar,	 guitar,	 and	 the	 piano	 (left	 hand	 playing	
melody	 in	 perfect	 5th’s).	 My	 aim	 here	 was	 to	 retain	 the	 original	 notes	 of	 the	 A	
section	melody,	but	at	longer	durations	apart.	In	keeping	with	the	tradition	of	free	
jazz,	 the	C	section	 is	where	 I	wanted	a	body	of	 free,	open	musical	conversation	to	
create	 a	 different	 texture	 from	 that	 of	 the	 B	 section.	 Sections	D	 and	 E	 are	 solo	
sections	 for	 the	guitar.	 The	Afro-Beat	groove	here	 is	 influenced	by	Nigerian	multi-
instrumentalist	and	pioneer	of	the	Afro-beat	genre,	Fela	Kuti.	Section	F	is	a	4	drum	






















recording	 software	 which	 contained	 software	 instruments	 to	 record	 the	 music.	
Therefore,	both	improvisation	and	musical	conversation	in	this	band	are	limited.	My	
intention	 here	 was	 to	 have	 an	 electronic	 fusion	 sound,	 but	 all	 within	 the	 jazz	
spectrum.	 In	 order	 to	 achieve	 some	 improvisation,	 I	 employed	 instrumentalists	 to	
feature	in	the	solo	sections.		
Crooked	Stares,	Giant	Steps	
This	 is	 an	 arrangement	 of	 John	 Coltrane’s	 Giant	 Steps	 which	 started	 off	 as	 an	
experiment	 (see	 accompanying	 chart	 in	 composition	 portfolio).	 The	 harmonic	
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this	 diminished	 axis	 in	 order	 to	 complement	 the	 melody.	 I	 had	 also	 decided	 to	





an	 afro-beat	 influenced	 groove.	 Between	 each	 of	 the	 soloists,	 there	 are	 four	 bar	
ensemble	 phrases	 (D,	 F,	 H	 and	 J)	 that	 are	 each	 used	 as	 a	 transition	 to	 the	 next	
soloist.	After	the	drum	solo	(K),	I	intended	for	section	L	to	be	a	recapitulation	of	the	
A	 section.	 The	 outro	 (M),	 is	 a	 reference	 to	 John	 Coltrane’s	 multi-tonic	 chord	
changes.	 The	 aim	 for	 this	 arrangement	 was	 to	 be	 as	 complex	 and	 technical	 as	














decided	 to	 add	 in	 a	 short	 improvisational	 feature,	 thus	 no	 spontaneous	 musical	
conversation	takes	place.		
One	Blood	One	Race		
My	 initial	 thought	 for	 this	 composition	 was	 for	 it	 to	 be	 more	 complex	 than	 my	
arrangement	 for	 Giant	 Steps,	 in	 terms	 of	 greater	 theatricality	 as	 well	 as	
incorporating	references	to	many	different	stylistic	elements.	My	starting	point	was	
































There	 is	 a	 considerable	 amount	 of	 instinct	 and	 intuition	 involved	 in	 composing	
music.	I	have	grown	up	expressing	myself	musically;	thinking	in	music;	and	relating	
to	other	people	through	and	with	music.	Hence,	I	find	music	to	be	a	natural	medium	









what	 jazz	 is	 and	 how	 it	 works.	 This	 approach	 has	 also	 enhanced	 some	 of	 the	
established	ideas	about	jazz,	e.g.	that	the	improvisational	ideal	which	in	many	ways	
defines	 jazz,	 is	 the	 primary	 source	 of	 “new	 stories”.	 The	 improvisation	 element	 is	
what	gives	jazz	its	interest	and	what	keeps	it	relevant	and	alive	in	different	eras	and	




many	aspects	of	contemporary	 life,	people	 feel	 (and	 indeed	often	are)	silenced.	 In	
this	 domain,	 there	 is	 a	 flexibility	 that	 offers	 an	 alternative	 and	 indeed	 perhaps	
because	of	this,	 I	 think	that	there	may	be	a	 lesson	to	be	 learnt	that	could	perhaps	
filter	into	non-musical	contexts.	
A	 further	 related	 point	 that	 emerges	 as	 a	 consequence	 of	 my	 analysis	 of	 the	
compositional	 process,	 is	 that	 the	 constraints	 on	 what	 is	 available	 as	 a	 musical	
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resource	 within	 the	 jazz	 idiom	 are	 often	 the	 consequence	 of	 power-driven	
ideologies	that	adopt	a	discriminatory	approach	to	resources	that	are	rooted	in	the	
so-called	 ‘popular	 music’	 domain.	 This	 kind	 of	 ‘jazz-snobbery’	 is	 exclusionary	 and	
non-democratic	 and	 indeed	 limits	 the	 relevance	 of	 jazz	 for	 a	 broad	 audience	 of	
people	from	different	backgrounds.	
As	mentioned	in	Chapter	Three,	jazz	actually	grew	out	of	the	interactive	relationship	
between	 different	 musical	 styles	 and	 genres.	 I	 believe	 that	 my	 ‘raiding’	 of	 other	
musical	genres	is	in	keeping	with	the	history	of	jazz.		
While	 reviewing	my	compositional	process	 for	 the	three	bands,	 I	 realised	that	 it	 is	






musicians,	 and	 the	 instrumentation	 often	 contribute	 to	 the	 direction	 of	 the	
composition	 process.	 In	 most	 instances,	 my	 starting	 point	 is	 at	 the	 piano	 as	 I	
experiment	with	a	selection	of	intervals	and	intriguing	chords.	For	the	development	
of	the	pieces,	I	considered	the	drum	part	last	even	while	I	find	this	ironic	bearing	in	
mind	 that	 I	 am	a	drummer.	 There	 are	mostly	 ‘fragments’	 of	 ideas	 that	 I	 hear	 and	
imagine,	and	how	I	approach	the	decision	making	process	ultimately	determines	the	
final	product.	These	decisions	are	informed	by	context.	For	example;	my	intention	to	
‘localise’	 the	 American	 Jazz	 standard	 Little	 Sunflower	was	 behind	 my	 decision	 to	
integrate	the	groove	of	a	trending	and	popular	local	genre	(Gqom)	with	the	original	
form.	It	was	my	choice	to	use	this	groove	that	is	familiar	in	my	milieu,	and	it	was	my	
aim	to	 introduce	 jazz	 to	a	Gqom	audience.	My	understanding	of,	and	engagement	
with	my	environment,	provides	the	context	for	my	compositions.	It	is	this	aspect	of	
jazz	 that	 has	 been	 able	 to	 counteract	 the	 imposition	 of	 ideas	 about	 how	 society	
should	be	structured,	by	serving	as	a	musical	voice	of	contestation.	.	From	this	study,	
it	 becomes	 apparent	 that	 music	 as	 a	 non-literal	 expressive	 form,	 and	 more	
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particularly	 jazz	as	a	way	of	arranging	and	giving	expression	to	different	 ideas	and	
relationships,	 may	 counteract	 oppressive	 expressive	 dominance	 where	 expressive	
freedom	is	constrained	by	predetermined	expectations.	
The	performance	situation	of	the	‘first	band’	revealed	a	number	of	rather	different	




was	 that	 because	 we	 are	 improvisers	 and	 have	 all	 dealt	 with	 jazz,	 the	 musicians	
would	be	able	to	adapt	quite	easily	to	the	material	over	a	period	of	time,	and	would	





"The	 real	 power	 of	 Jazz	 is	 that	 a	 group	 of	 people	 can	 come	 together	 and	 create	
improvised	art	and	negotiate	their	agendas	...	and	that	negotiation	is	the	art"	(Burns,	
2001).	
After	 completing	 the	 tasks	 I	 had	 set	 out	 for	 the	 first	 band,	 this	 negotiation	 that	
Marsalis	 speaks	 of,	 is	 only	 evident	 in	 my	 compositions	 with	 regards	 to	 the	
improvised	aspect	of	the	art	as	the	musicians	with	whom	I	have	chosen	to	explore	
my	 ideas,	 are	 proficient	 in	 this	 aspect	 of	 jazz	 performance.	 Although,	 the	
improvisation	 sections	 might	 have	 been	 the	 highlight,	 the	 interpretation	 of	 the	
melodies	did	not	sync	up	with	each	other,	and	for	me,	this	 lack	of	synchronization	
between	 the	 saxophone	 and	 guitar	 were	 both	 discouraging	 and	 frustrating.	 As	 a	
drummer,	 I	am	rhythmically	aware	of	the	melody,	harmony	and	groove,	and	when	
these	elements	are	not	executed	as	 I	 intended	compositionally,	 the	music	 loses	 its	
value.	 Due	 to	 the	melodies	 sounding	 rhythmically	 disjointed	 after	 listening	 to	 the	
recording	of	the	band,	 I	decided	to	edit	the	melodies	at	my	home	studio.	This	had	
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another	 unforeseen	 outcome.	 Editing	 these	 pieces	 revealed	my	 passion	 for	music	
production,	and	music	engineering,	and	this	developed	mainly	out	of	necessity.		
Apart	 from	 the	musical	 challenges,	 I	 also	 had	 to	 face	 engineering	 challenges.	 The	
final	mixed	and	mastered	product	that	I	had	received	back	from	the	engineer	did	not	
sound	 as	 I	 had	 first	 imagined,	 and	 this	 led	me	 to	 re-master	 the	music	 to	make	 it	
more	 acceptable	 to	 my	 initial	 expectations.	 At	 this	 point,	 I	 had	 realised	 that	 the	
compositional	process	extends	right	through	to	the	final	production	stage	which	 is	
indeed	 the	main	 stage	of	 shaping	 the	 sound	of	 the	 final	 product.	 I	 find	 this	 to	be	




stage	 to	 my	 approach	 as	 a	 composer	 and	 arranger	 directs	 me	 in	 achieving	 the	
desired	sound	I	imagine	from	the	very	beginning	of	the	process.	
When	asked	what	qualifies	as	jazz	during	an	interview	with	Len	Lyons,	Chick	Corea	
replied,	 “The	 user	 is	 the	 one	who	 creates	 the	 style.	 I	 don’t	 ask	myself,	 ‘Does	 this	
work	 as	 jazz?’	 I’ll	 create	 the	 music	 I	 need	 without	 thinking	 about	 style”	 (Lyons,	
1983:265).	Vague	as	it	may	be,	this	quotation	explains	a	great	deal	about	how	Corea	
thinks	about	music,	 in	that	he	seems	to	be	focused	strictly	on	creation	rather	than	















































































































1)	Beauty	in	Reverence	 	 	 	 	 	 					by	Riley	G	
2)	Brainstorm-Ing	 	 	 	 	 	 	 					by	Riley	G	
3)	Double	Minded	 	 	 	 	 	 	 					by	Riley	G	
4)	Mzansi	Rising	 	 	 	 	 	 	 					by	Riley	G	
5)	Reality	 	 	 	 	 	 	 	 					by	Riley	G	
Small	ensemble	(4):	
1)	The	Calling					 	 	 	 	 		 	 					by	Riley	G	
2)	Life	is	Precious										 	 	 	 	 	 				by	Riley	G		
3)	People	Make	the	World	Go	Round																																																							Arrangement	
4)	Take	5													 	 	 	 	 	 															Arrangement	
Large	Ensemble	(3):	
1)	Giant	Steps	 	 	 	 	 	 	 															Arrangement		
2)	Little	Sunflower	 	 	 	 	 	 	 		Arrangement	
3)	One	Blood	One	Race	 	 	 	 	 	 				by	Riley	G	
Extra	material	(1)	
1)	Double	Minded	Live		 	 	 	 	 														by	Riley	G	
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Figure	1:	Mzansi	Rising		
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